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3Gettysburg College’s Schmucker Art Gallery is pleased to present 
Maren Hassinger: Lives, an exhibition of the artist’s films, sculptures, 
and installations held in conjunction with the Central Pennsylvania 
Consortium Africana Studies Conference, “Public Health, Human 
Prosperity, and Justice: Public Policy in the African Diaspora,” and 
co-sponsored by the Eisenhower Institute in Gettysburg, Penn-
sylvania February 26 and 27, 2010. Hassinger’s work provides a 
contemplative perspective on complicated issues of nature, culture 
and identity in relation to broader themes of race, gender, as well 
as politics, and social policy. Ethereal and evocative installations of 
branches, plastic bags, and twisted newspapers powerfully reveal 
the tenuous intersection of the mass-produced and the organic. 
Complimenting the coiled strands, circular forms, and ascend-
ing paths of Hassinger’s sculptures are projections and films that 
similarly examine notions of circularity and biological (or natural) 
connectivity, in addition to linearity and lineage. These installations 
compellingly address the various complexities of lives: personal 
and public identities, Hassinger’s autobiographical lineage, and the 
legacies of broader African-American experiences. 
Born in 1947 in Los Angeles, Hassinger witnessed great change in the art world and 
profound challenges to prevailing socio-cultural power structures. Hassinger’s particular 
biography and individual experiences are woven throughout her oeuvre with great nuance 
and variability. She does not hide or diminish her own racial and gendered identity, but 
presents her life in the work as both humanistic and holistic:
  When I make a work, all of me is contained within it. I make things that are  
extensions of myself that will express a basic humanness and so allow viewers 
their own point of entry into the work. … Of course I embrace the feminist  
struggle; of course I acknowledge the horrors of racism. But my work to this 
point has been more about timelessness and issues of eternity. I want my work  
to offer an experience to look and to see, to contemplate (1996).
4The direct invitation to the viewer to see, to enter into the work, is pedagogical and chal-
lenging. Hassinger directly addresses issues of feminism, racism, history, but her approach 
is neither obstinate nor doctrinaire. Instead, the works call upon her viewer to reflect upon 
how these larger human issues are defined, perceived and represented among races, 
genders, and moments in the past and the present. 
In Legacy (2006), a thirteen-minute video projection of various words and phrases which 
relate to the African-American experience, Hassinger collapses present-day perceptions 
with a critical eye on the past history. Accompanied by a twenty-six minute musical cycle 
of music ranging from spirituals to hip-hop, the installation charts a provocative view 
of the tensions, issues, social problems, perceptions, realities, stereotypes that reflect 
perceived divides among races and classes. Juxtaposed with these jarring words is a 
nineteenth-century photograph of African-American farmworkers tending and harvesting 
sweet potatoes. The photograph is a pastoral, almost idyllic and pictorialist representa-
tion of men and women working serenely without any apparent strain or hardship under 
a large shade tree in a field. It recalls the nineteenth-century paintings of French peasants 
gleaning wheat and sowing fields by Jean-Francois Millet as well as the hazy, romantic 
views of British farmers and fishermen in P.H. Emerson’s photographs. While the picture 
unequivocally confronts the legacy of slavery and the realities of the black experience in 
America, the work alludes to the influence of European pictorial tradition and the wistful 
nostalgia for such representations of farmers. Hassinger interrupts this imagined idealism 
with a stream of various labels, descriptors, and loaded terms that appear on and fade 
away from the photograph. By forcefully overlaying the present onto the past, Hassinger 
puts depicted figures into dialogue with vehemently contemporary, shockingly cruel,  
disparagingly mundane, and historically significant terms, such as “welfare mothers,” 
“uncle tom,” “jim crow laws,” “aftermath of Katrina (treatment of inner city poor)” and 
“domestic violence.” Other words such as “fear,” “lovelessness,” and “anger” punctuate 
the scene and invite fraught racialized interpretations. The music, at times celebratory, 
hopeful, melancholy, reflective, and familiar, provides another mode of representing and 
understanding the complexity of African-American history. At once, Hassinger confronts 
shifting perceptions of race, gender, and class with astute criticism and acute compassion. 
In Daily Mask (2004), a sixteen-mm film, Hassinger continues the investigation into the 
issue of African-American identity. The film, at about three minutes long, depicts Has-
singer looking into a mirror and methodically painting her skin with thick, greasy theatrical 
make-up. Interestingly, the manufacturing company bluntly calls this product “minstrel 
black,” and the film provides a subtle examination of the history of black minstrelsy. Ad-
ditionally, the work considers how the concept of a “mask,” as a cover or a masquerade of 
one’s real self, correlates to race and gender and to the expectations and misperceptions 
of identity. The act of painting one’s face black implicitly alludes to the history of theatrical 
“blackface” and minstrelsy, performances begun in the nineteenth century which parodied 
Legacy, 2006
26-minute video, archival photograph
7African-American characters in conformity with white audience’s desires and perceptions 
of race. Typically, white men would don blackface makeup and costume for white audienc-
es’ entertainment. After the popularity of this performance took hold, black men would 
also perform in similar garb for these same viewers. In contrast to these public precedents, 
Hassinger performs her “blackface” in Daily Mask alone in the mirror before her. Hassing-
er’s eyes close, and the contours of her face recede into darkness. She denies the display 
of grotesque contrasts characteristic of historical blackface (bulbous eyes and exagger-
ated lips), and instead, her face appears as a solemn, almost abstracted mask. This formal 
gesture intentionally acknowledges the art-historical interest in “modernist primitivism,” 
specifically the influence of non-western, “primitive” objects on European and American 
artists in the beginning of the twentieth century. Her “mask” evokes the wild visages of 
the fearsome prostitutes in Pablo Picasso’s Demoiselles d’Avignon (1907), faces modeled 
on the design of African objects. Moreover, Hassinger’s almost ritualistic application of her 
make-up recalls a similarly voyeuristic interest in war-painted Native Americans. 
In recalling an historical fascination with the “primitive other,” Hassinger disrupts the 
historical exploitation of the non-western subject for aesthetic ends. After her brief mo-
ment of nearly sculptural stillness, Hassinger opens her eyes wide, and a knowing smile or 
sneer suddenly breaks the formality of the performance. Her peculiar grin paradoxically 
refers to the offensively comic tradition of minstrelsy, yet allows Hassinger to reclaim the 
power over this historical representation of African-Americans. As both the artist and 
the object, she addresses the complicated role of self-portraiture in this work and in her 
oeuvre more generally and questions whose life (or lives) she represents. In Daily Mask, 
Hassinger seemingly reveals very little about herself, but the performance is nonetheless 
disarmingly vulnerable and personal. Her superficial transformation from light to dark (or 
seen racially, from black to blacker) reflects a profound engagement with larger concerns 
with racial classification, stereotypes, and larger societal perceptions of the notion of an 
African-American “mask.” 
The effect of Daily Mask is comic and serious, dramatic and extraordinary, yet the title 
“daily” implies an ordinariness that considers how commonplace attitudes toward racial 
identity persist. Other African-American artists, such as Kara Walker and Michael Ray 
Charles, have also recently and critically examined the minstrelsy tradition and its impact 
on contemporary African-American identity by presenting caricatured, stereotyped 
figures of the past two centuries in their works. The inclusion of Hassinger’s own face in 
Daily Mask works against such stereotypical buffoonery of historical blackface and, her 
performance appears more serious, more immediate, and more forcefully contemporary 
than her counterparts’ works. Daily Mask disparages, revises, and re-genders the histori-
cal atrocities of the theatrical and deplorable nineteenth-century practice to respond to 
persistently complicated twenty-first century racial identities. 
Daily Mask, 2004
16mm film, 3 min. 22 sec.
8The video enclosed within the larger installation The River (2005) also explores the multi-
farious African-American legacy and identity through the lives of Hassinger’s own family. 
Her research into her father’s lineage reveals an intricate story of miscegenation, incest, 
lynching, and suicide. Hassinger’s video focuses on her uncle in his current home in St. 
Louis, who animatedly divulges the passion, tension, and scandal of their past. Hassinger 
films herself sharing this information with her own son and daughter. She traces not just 
the connections of and between her family, but the realities of African-American lives 
and relations in general. Hassinger’s family story stands in for a larger, more challenging 
view of American history, one marked by a tangled and difficult intersection of races and 
cultures, rather than neat divisions of black and white. 
The installation of bare tree branches, newspapers, and plastic bags surrounding the 
video in The River encloses the viewer in a particular geography of a floodplain. Hassinger 
explains, “Ancestry comes down to the present like a flood leaving in its wake debris for 
future generations to endure and attempt to heal.” Debris that might be washed ashore 
hangs in the thicket lining the walls and hanging like a canopy from the gallery ceiling. 
Hassinger’s installation examines how remnants of the past leave both physical and emo-
tional traces in the present. In Legacy, mentioned above, Hassinger included “aftermath of 
Katrina” as one of the divisive issues facing African-American experience, and this installa-
tion calls to mind the larger natural and cultural issues exposed in the wake of this storm, 
specifically the suffering of poor black communities. Hurricane Katrina was an unbeliev-
able natural disaster, which revealed tremendous failures in public policy. The accounts of 
the government’s delayed reaction to the catastrophe in the news, here signified by the 
newspapers ensnarled in the branches, reflect how policies and politics are disseminated 
among the public, filtered by organizations, and perhaps more importantly, how power, 
resources, and information  are distributed. The River does not intentionally illustrate this 
singular relatively recent event (and was made shortly before the storm), but the work 
nonetheless exposes both subtly and broadly the persistence of inequality among the 
races, the realities of extreme poverty, and the dire consequences that result from class 
and racial divisions. 
The aftermath of Katrina was overwhelmingly distressing, and Hassinger’s sculpture 
Wrenching News (2008) responds almost physically to the atrocities, despondency, and 
profundity of such current events. Hassinger considers how newspapers, as a relatively 
democratic and inclusive medium, represent the fact that everyone has wrenching news, 
and that grief, tragedy, and misfortune is part of the human experience, regardless of 
race, gender or class. In The River, the viewer sees Hassinger hypnotically twisting, literally 
wrenching, the news, as she speaks to the camera. She wrings the strips of newspapers 
around her hands (much like the repetitive process of knitting) until the words are illegible 
and the material itself is transformed from mass media to something more private. 
TOP
The River, 2005
12 minute 10 second video, 
branches, debris, New York Times 
newspapers, dimensions variable, 
This is the story of my Father’s 
family. All the past washes 
downriver, leaving debris as 
in the wake of a terrible flood.
BOTTOM
Wrenching News, 2008
New York Times newspapers, 
12” high, dimensions variable
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Hassinger takes the tragedy of her family, the bad news among communities, and the 
complications of politics more broadly and provides an encouragingly positive alterna-
tive. Through physical alteration of this loaded material, one that is at once quotidian and 
monumental, Hassinger communicates the possibility for larger social transformations. 
“The change I want in the world is King’s ‘Dream,’” Hassinger asserts. “I want to commu-
nicate my presence as a human being and the poignancy of that presence not the things 
that have happened because of my blackness and femininity.” Hassinger’s art supersedes 
her particular biography or one singular life to offer a collective approach to history, 
policy, and equality. 
Juxtaposed with Wrenching News is Love (2008), an installation of buoyant pink plastic 
shopping bags filled with love notes and inflated with human breath. Hassinger explains 
that Love is to be “seen as an antidote to the mean darkness” of works such as The River. 
The love notes, an intimate kind of contact, provide a striking contrast with the more 
public communication of newspapers seen in Wrenching News and The River. Hassinger 
literally elevates what typically is trash and now is considered a scourge on the environ-
ment—mass-produced and mass-consumed shopping bags—into the realm of art, and 
perhaps more significantly, of love. The work beautifully, weightlessly reflects feelings 
of interconnectedness and universal sociability that transcends racial, geographical, and 
cultural divisions. 
The theme of elevation and ascension continues in Hassinger’s Stairway to Heaven (2009). 
Here, blue matte board is arranged carefully in twelve ascending steps along the wall, with 
intervals between them at nine inches high by eleven inches long. Hassinger explains that 
“the work began as a meditation on twelve-step programs. The numerical specificity of 
the spaces between the steps just happened and can directly refer to the tragic events 
of September 11, 2001.” Hassinger was consciously thinking about twelve-step programs 
when she made the piece, and the intervals unconsciously became nine by eleven. The 
gravity of these two points of reference may seem at first to be at odds with the quietly 
minimal composition of Stairway to Heaven. Hassinger, however, employs this seeming 
simplicity to examine how behaviors are “fixed,” atonement is felt, and private suffering 
is shared publicly. Beyond these allusions to an unprecedented national tragedy and a 
course of action for recovery, the work, in its minimalism and elegance, is reminiscent of 
Martin Puryear’s Ladder for Booker T. Washington (1996). Both Hassinger and Puryear 
provide visual possibilities of positive change, aspirations, ascension, and racial progress. 
Love, 2010
Pink plastic shopping bags filled with breath and love notes
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The acknowledgment of an African-American past together with a tangible pathway—a 
ladder for Puryear and steps for Hassinger—suggests that movement forward and ascen-
sion upward is not merely an option, but a positive reality. This optimism combined with 
a keen awareness of the complications of legacy and lineage in Hassinger’s work suggest 
that a drive toward improvement, regardless of race, culture, or economic class, should be 
the objective of larger social policy. 
Hassinger’s reflection on her life provides an opportunity to consider how lives are shared 
and how notions of the self can be both remarkably inclusive and individual: “You see, 
when I think of myself I am neither an African American nor a woman, I am an artist. I am 
responsible for talking about what it’s like to be me in my work. What it’s like to be alive 
now—for me. How fortunate that this stance is at the root of the Women’s Movement. 
It makes my task easier. I am thoroughly of my times.” Hassinger’s sculptures, films, and 
installations are about her – her life– but her experiences invoke the collective and intersect 
interestingly with the larger themes introduced in the accompanying conference on Public 
Policy in the African Diaspora. The presenters and attendees come together on the campus 
of Gettysburg College to examine how public policy can best meet the needs of the people 
of the African Diaspora, to question how and why governments and societies have shaped 
racial, social, economic, and gender divides, and to consider how equality in healthcare, 
economic opportunities, social programs can be established. These concerns are ubiqui-
tous subtexts in Hassinger’s work. Ultimately, what makes Hassinger’s oeuvre so powerful 
and evocative is its approach that is at once personal and universal. The exhibition Maren 
Hassinger: Lives reflects the lives of a complicated society, a rich cultural legacy, and the 
experiences of an individual who is thoroughly of her time. 
               —  Shannon Egan, Ph.D. 
Director, Schmucker Art Gallery
Stairway to Heaven, 2009
Matte board, Intervals between steps are 9” x 11”
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Industry, Los Angeles, CA
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Los Angeles, CA
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“Festival in Black,” Otis Art Institute,  
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“Tension/Line,” Libra Gallery of the 
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“Hassinger/Mahan,” Arco Center for 
Visual Art, Los Angeles, CA
1975
“Group Show,” Newspace Gallery,  
Los Angeles, CA
“Artists Choose Artists,” Art Rental 
Gallery, Los Angeles County Museum of 
Art, Los Angeles, CA
“Fiberworks,” Lang Art Gallery, Scripps 
College, Claremont, CA 
seLected pubLic 
scuLpture
2004-05
“Art in the Garden,” Grant Park, Chicago 
Park District and the Department of 
Cultural Affairs, Chicago, IL
2001-07
“Message from Malcolm,” Arts for  
Transit, 110th Street IRT, New York, NY
2002
“Weeds and Nerves” for the exhibition 
“Healing Arts/Art That Heals,” Maryland 
General Hospital, Baltimore, MD
1996
“Ancestor Walk,” P.S. 176, Percent for 
Art Program, Department of Cultural 
Affairs, New York, NY
1995
“Fence of Leaves,” P.S. 8, Percent for 
Art Program, Department of Cultural 
Affairs, New York, NY
“The Forest People,” Set Design, Wendy 
Perron Dance Company, St. Mark’s 
Church, New York, NY
1993
“Evening Shadows,” University Art 
Museum, California State University, 
Long Beach, CA
“Window Boxes,” Whitney Museum at 
Philip Morris, New York, NY
1918
1992
Commission for the Greater Pittsburgh 
International Airport, Pittsburgh, PA
1991
Installation of “Circle of Bushes” for 
C. W. Post, Long Island University, 
Brookville, NY
1989-90
“Hunt’s Point Sculptors,” Tall Grasses, 
Bronx, NY – moved to Roosevelt Island, 
New York, NY
1989
“Rend,” Set Design, Donald Byrd Dance 
Foundation, New York, NY
1988
“Bushes,” Socrates Sculpture Park, 
Astoria, Queens, NY
1987
“Oasis,” Artpark, Lewiston, NY
1986-90
Plaza Planters and Tree Grates, Com-
missions for Downtown Seattle Transit 
Project, Seattle, WA
1986
“Weeds,” The Houston Festival,  
Houston, TX
1985-86
“Necklace (of Trees),” Atlanta Festival 
for the Arts, Atlanta, GA
1982
“Pink Paths,” Foundation for Art Re-
sources – Transitional Use, Lynwood, CA
“Pink Trash,” Art Across the Park, New 
York, NY
“Chorus,” Commission for Arco, elevator 
foyer of Anaconda Industries offices, 
Rolling Meadows, IL, relocated to Cali-
fornia African American Museum, Los 
Angeles, CA
1980
“Forest,” Creative Time – Art on the 
Beach, Battery Park City, New York, NY
1979
“Twelve Trees #2,” Mulholland Drive off-
ramp, San Diego Freeway, northbound, 
Los Angeles, CA
1978
“Twelve Trees,” Vermont Avenue on-
ramp, Hollywood Freeway, southbound, 
Los Angeles, CA(destroyed)
1977
“Branches,” storefront facade, 1115 North 
La Brea Avenue, Inglewood, CA 
seLected  
perforMances
2009
“Africa”, three 30-second performances 
at the opening of “30 seconds Off an 
Inch”, The Studio Museum, Harlem, NY 
“Quiet as Kept: Change” A performance 
ritual written and directed by Ulysses 
Jenkins. California African American 
Museum, Los Angeles, CA
2006
“Side by Side,” mixed media perfor-
mance with Senga Nengudi, “Les Soirées 
Nomades, cycle Nuits Noires,” Fondation 
Cartier pour l’art contemporain, Paris, 
France
2004
Film: “Daily Mask,” first shown at Loyola 
College, Julio Art Gallery, Baltimore, MD
2002
Participatory survey of 9/11 at MICA and 
Chelsea Studio Gallery, New York, NY 
called “Why Did This Happen?”
1995
“More Notes,” for The Studio Museum in 
Harlem, New York, NY
“A Day at the Beach,” for The Victor 
D’Amico Institute of Art, Amagansett, NY
“Where’s Mommy?” for opening of 
“Sightings” at the Parrish Art Museum, 
Southampton, NY
“Reir is to Laugh,” for the series “Conver-
sation with Contemporary Artists, the 
Museum of Modern Art, New York, NY
1993
“Notes,” for the Whitney Museum at 
Philip Morris, New York, NY
1986
“Nature’s Way,” a piece by Senga  
Nengudi performed for the Contempo-
rary Arts Forum, Santa Barbara, CA
1985
“Voices,” L.A. City College, and The 
Women’s Building, Los Angeles, CA  
in 1984
1983
“The Spooks Who Sat by the Door,” 
Long Beach Museum of Art, Long 
Beach, CA
“At Home,” videotape, Long Beach 
Museum of Art, Long Beach, CA
1982
“Flying,” Barnsdall Municipal Art Gallery, 
Los Angeles, CA
“Still Wind,” Just Above Midtown/
Downtown Gallery at Stilwende,  
New York, NY
1980
“Games,” I.D.E.A., Santa Monica, CA
1979
“Lives,” and “Vanities,” Vanguard  
Gallery, Los Angeles, CA
1977
“Diaries,” Vanguard Gallery, Los Ange-
les, CA
“Ten Minutes,” Studio Z, Los Angeles, 
CA
1976
“High Noon,” Arco Center for Visual Art, 
Los Angeles, CA 
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Dr. Judy Collischan, Exhibition Director 
and Noah Jemisin, Exhibition Curator, 
Rainbow: Prints from Bob Blackburn’s 
Printmaking Workshop, A Cultural 
Presentation of the United States of 
America, Printmaking Workshop, New 
York, NY, 1994, page 48.
Constance W. Glenn, ed., Reconfigur-
ing Boundaries/Defining Spaces, 
“Insite/Centric,” University Art Museum, 
California State University, Long Beach, 
CA, 1994, pages 6-9.
Hatch-Billops Collection, Artist and 
Influence, Lorraine O’Grady, interviewer, 
March 12, 1993, pages 20-32.
Elaine A. King, Five Artists at the 
Airport, Insights into Public Art from the 
show of the same name at the Wood 
Street Galleries of the Pittsburgh Cultur-
al Trust, Pittsburgh, PA, 1992.
Christina M. Strassfield, “Volume: 6  
Contemporary Sculptors,” from the 
show of the same name at Guild Hall 
Museum, East Hampton, NY, 1992.
Maurice Berger, Environmental Terror, 
from show of the same name at the 
University of Maryland, Baltimore,  
MD, 1992.
Judy Collischan Van Wagner, Maren 
Hassinger, published by Long Island 
University, C. W. Post Campus, Hillwood 
Art Gallery, 1991, 48 pages.
Peraza, Tucker & Conwill, The Decade 
Show, from show of the same name at 
the Museum of Contemporary Art and 
The Studio Museum in Harlem, 1990, 
page XXXIII.
Robert L. Douglas, African-American 
Contemporary Art, from show of the 
same name at Universita di Palermo, 
Cibellina, Museo Civico d’Arte Contem-
poranea, 1990, pages 78-79.
Beryl Wright, The Appropriate Object 
from show of the same name, as seen 
at Albright-Knox Gallery, Buffalo, NY, 
Detroit Institute of the Arts, Detroit, MI, 
San Jose Museum of Art, San Jose, CA, 
and the J. B. Speed Museum, Louisville, 
KY, 1989, pages 1, 12-19.
Bernice Steinbaum, American Resourc-
es: Selected Works of African-American 
Artists, from show of the same name at 
Bernice Steinbaum Gallery, New York, 
NY, and Fisk University, Downtown 
Arts Gallery and Vanderbilt University, 
Nashville, TN, from June 18-August 18, 
1989, Published in 1989.
John Yau, Air Lines, from show of the 
same name, Hillwood Art Gallery, Long 
Island University, C. W. Post Campus, 
Brookville, NY, March 1-April 16, 1989, 
pages 7, 9-10, 25.
Philip Verre, Traditions and Transforma-
tions: Contemporary Afro-American 
Sculpture, from show of the same name 
at The Bronx Museum of The Arts, 
February 21-May 27, 1989, pages 7, 9, 12, 
30-33, 59, 62, 70.
Dierdre L. Bibby, Who’s Uptown: 
Harlem ’87, show of the same name, 
The Schomburg Center for Research in 
Black Culture, March 11-April 16, 1988, 
pages 17,52,54.
Edwards, Longo, Berger, Krauss, A 
Debate on Abstractions, 4-part abstrac-
tion exhibition at The Bertha and Karl 
Leubsdorf Art Gallery, Hunter College, 
NYC, published in 1988, pages 47-61 
(“Anti-Simulation: Materialism and 
Abstraction”).
Leslie King-Hammond and Lowery 
Stokes Sims, Art As a Verb, show of the 
same name, Maryland Institute College 
of Art, Baltimore, MD, November 21, 
1988-January 8, 1989.
Enrico Martignoni, Sculptors Working 
Socrates Sculpture Park, ay 22, 1988-
March 15, 1989.
Juli Carson, Howard McCalebb, Blue 
Angel: The Decline of Sexual Stereotypes 
in Post-Feminist Sculpture, show of the 
same name, October 10-November 14, 
1987, Longwood Arts Gallery, Bronx, 
NY and January 2-31, 1988, Space 111, 
Birmingham AL, 1987, pages 11, 16-17.
Alanna Heiss, National and Interna-
tional Studio Programs 1986-1987, The 
Institute for Art and Urban Resources, 
Inc., P.S. 1 and The Clocktower, NYC, 
published 1987, pages 36, 37.
Museum of African-American Art, Art in 
Public Places, April 15-August 30, 1987.
Judd Tully, ’87 Artpark Visual Arts 
Program, summer, 1987.
Lucinda H. Gedeon, Artists Select:  
Contemporary Perspectives by 
Afro-American Artists, Arizona State 
University Art Collections, Tempe, AZ, 
published 1986, page 16.
Ronald J. Onorato, 33rd Arts Festival of 
Atlanta 1986, summer 1986 (see chapter 
“NEA site works”), pages 5, 8, 9, 13.
Ethel Moore and William D. Paul, Jr., 
32nd Arts Festival of Atlanta 1985, 
summer 1985 (see chapter “NEA site 
works”), pages 9, 16, 17, 27.
Robert L. Douglas and Jeff Donaldson, 
Beyond 1984: Contemporary Perspec-
tives on American Art , show of the 
same name, Trisolini Gallery, Ohio 
University, Athens, OH, October 19- 
November 15, 1985.
Jacqueline Fonvielle-Bontemps, Choos-
ing: An Exhibit of Changing Perspectives 
in Modern Art and Art Criticism by Black 
Americans, 1925-1985, show of the same 
name, published 1985, pages 42, 89.
Howard McCalebb, Sticks & Stones, 
Modern/Post-Modern Sculpture, show 
of the same name, October 14-Novem-
ber 25, 1984, Kenkeleba Gallery, New 
York City, published 1984.
Sharon F. Patton, East/West: Con-
temporary American Art, show of the 
same name, California Afro-American 
Museum, July 22, 1984-January 15, 1985, 
published 1984.
awards and Honors
2009
Lifetime Achievement Award, Women’s 
Caucus for the Arts
Ten Best Baltimore Artists of 2008, 
Bmoreart.blogspot
Juror, Baltimore Sculpture Project, 
Office for Promotion and the Arts, 
Baltimore, MD
2008
“African American Avant-Gardes 1965-
1990,” panel and oral history project, 
Getty Research Institute, Los Angeles, CA
Lecture and slide presentation for the 
Joshua Johnson Council at the Balti-
more Museum of Art, Baltimore, MD
Lecture and critique, Bennington  
College, Bennington, VT
2007
Pollock-Krasner Foundation, Artist’s 
Grant
Panelist, “Modern Art in Los Angeles: 
Feminist Art in Southern California,” 
Getty Research Institute, Los Angeles, CA
Presenter, “Education Panel,” Interna-
tional Sculpture Center Conference, 
Cincinnati, Ohio
“Figure It Out: Interpreting Form 
in a Public Space,” led tour of the 
Hirschhorn Museum Sculpture Garden, 
Washington, DC
2006
Lecture and critique, Otis Art Institute, 
Los Angeles, CA
Panelist, Arts Education Round Table, 
International Sculpture Center Confer-
ence, Cincinnati, OH
Panelist, 36th Annual Meeting of the 
Jean Piaget Society on “The Arts and 
Human Development,” Baltimore, MD
2005
Residency ASAP (Arcadia Summer Art 
Program, Kippy’s Kamp), Bar Harbor, 
ME Judge, “Images: A Festival of the 
Arts,” for the Atlantic Center for the 
Arts, New Smyrna Beach, FL
2004
Co-Curator with Chezia Thompson, “Phe-
nomenology,” Artscape, Baltimore, MD
Panel lecture/discussion for The 
Art Seminar Group, “David Smith’s 
Workstream: Integrating Art and Life,” 
Suburban Club of Baltimore County, MD
Artist in Residence, Nature Conservancy/ 
Andy Warhol Estate, East Hampton, NY
2003
Adolph and Esther Gottlieb Foundation 
Individual Support Grant
2002
Member External Review Team for the 
Art Department of the State University 
of New York at Stony Brook
2001
Panel discussion: “The Love/Hate 
Relationship of Art Schools and the Art 
World Blur,” National Council of Arts 
Administrators, Virginia Commonwealth 
University, VA
MacDowell Colony Residency, Peterbor-
ough, NH Presentation of work to Art 
Department, University of Maryland, 
College Park, MD
Presentation of work to Art Depart-
ment, University of Maryland, College 
Park, MD
1997
Artists’ Grant, Anonymous Was A 
Woman, New York, NY
Panelist, “Abstraction or Essence: Three 
African-American Perspectives,” The 
Museum of Modern Art, New York, NY
Visiting Artist, Randolph-Macon  
College, Lynchburg, VA
Visiting Artist, Mason Gross School of 
the Arts (Graduates), Rutgers Univer-
sity, New Brunswick, NJ
Inclusion in the National Endowment for 
the Arts permanent archive
1996
International Association of Art Critics 
Award, Best Show by an Emerging 
Artist (Second Place) for solo show at 
Trans-Hudson Gallery
Joan Mitchell Foundation, Grant for 
Artists
1995
Panel discussion: “Nature, Landscape, 
and Contemporary Sculpture” (Modera-
tor Michael Brenson), The New School, 
New York, NY
Discussion: “Rubber Bob,” video short 
film by filmmakers Peter and Maren 
Hassinger, The Southampton Cultural 
Center, Southampton, NY
Panel discussion: “Feminism and Art 
Production,” The Parrish Art Museum, 
Southampton, NY
1994
Visiting Artist Fellowship, The Brandy-
wine Workshop, Philadelphia, PA
Panel discussion: “Opportunities for the 
Future – Careers for Women Artists,” 
State University of New York at Stony 
Brook
1991
Visiting Artist, University of Iowa,  
Iowa City
Visiting Artist, Southern Illinois Univer-
sity at Carbondale
1990
Lecture Panel, “Shifting the Mainstream: 
Multi-Cultural Identity in the Arts,” San 
Jose Museum of Art, San Joe, CA
Artist-in-Residence, The Printmaking 
Workshop, New York, NY
1989-88
Artist’s Fellowship, New York Foundation 
for the Arts
1988
Artist’s Grant, Artist’s Space, New York, 
NY
1987-86
Studio, P.S. 1, Long Island City, NY
1985
Slide Presentation, “Artists Who Work in 
Public Places,” M.O.M.A., New York, NY 
- sponsored by City Arts Workshop, Inc.
1985-84
Artist-in-Residence, Studio Museum in 
Harlem, New York, NY
1984
Artist’s Fellowship, National Endowment 
for the Arts
1983-84
Artist-in-Residence, Schools, California 
Arts Council
1983
Prize in Sculpture, Betty Brazil Memorial 
Fund
1980
Artist’s Fellowship, National Endowment 
for the Arts
1977
Special Projects Grant, California Arts 
Council
Commission to build public sculpture for 
the City of Los Angeles, CETA, Title VI 
24
professionaL  
organizations
2009
Member, College Art Association,  
New York, NY
Member, Women’s Caucus for the Arts
1993
Board of Directors, Hamptons Interna-
tional Film Festival
1980-82
Board of Directors, Los Angeles Con-
temporary Exhibitions (LACE Gallery) 
teacHing experience
1997 - Present
Director, Rinehart School of Graduate 
Sculpture, Maryland Institute, College of 
Art, Baltimore, MD
1992-97
Part-time Lecturer, Art Department, 
State University of New York at Stony 
Brook
1988-91
Adjunct Professor of Art, Hunter  
College, New York, NY
1990
Adjunct Professor of Art, School of 
Visual Art, New York, NY
1985-88
“Mini Museum,” Arts Partners, Studio in 
a School Association, New York, NY
1983-84
“Artist in Residence: Schools,” Visual 
Arts Classes funded by the California 
Arts Council at the Community School, 
Los Angeles, CA
1977
“The Pharaoh Tutankhamen,” Los  
Angeles County Museum of Art,  
Los Angeles, CA
1975-77
“Sculpture,” “Art Experience” and  
“textiles,” Barnsdall Junior Art Center, 
Los Angeles, CA
1974-76
“Introduction to Textiles and Weaving,” 
California State University, Los Angeles, 
CA
1973-74
“Non-Loom Fiber Techniques,” California 
State University, Long Beach, CA 
pubLic & corporate 
coLLections
AT&T
Brown Capital Management, Baltimore, 
MD
Caltrans, Los Angeles, CA
California African American Museum, 
Los Angeles, CA
University Gallery, California State 
University, Long Beach Campus
Greater Pittsburgh International Airport, 
Pittsburgh, PA
James E. Lewis Museum of Morgan 
State University, Baltimore, MD
Mobil Oil
Seattle Transit Authority, Seattle, WA
The Studio Museum in Harlem, New 
York, NY
Williams College Art Museum,  
Williamstown, MA
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Maren Hassinger: Lives
January 22 – March  5, 2010
Artist’s Talk: Friday, February 26, 2010, 4-5 pm
Reception: Friday, February 26, 2010, 5-7 pm
